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      ,  ,         ,                                      XIX     ,                
                     (        ,           ,              ),             , 
                                  60-          XX      (  .     ).          -
             ,                                      ,                         
1 milosbralovic@gmail.com 
2                                                                                            
      :          ,        ,        ,                                     ,              -
                               ,   . 177004.
78.01(4+497.1) MODERNIZAM
                                                                 
                                       ,              ,                        
      XIX      (  .     ).3 
                                                                
                     ,                                                      -
       .     ,            (                                                -
       ), „...                                                             
         ,                                                                    
                             . ’                    ’           ...         
              ,        ,        ,                                                -
                   (           2009: 24). 
               ,                                           ,   -
                                                                         
           : „                          .                               . 
’              ’                       ’      ’,     ,             (         
        2009: 12).4       ,                                                   
    ’              ’ (  .     ).                                              
                           ,                                                
          ,    ,                                                  ,          -
                                    .
                                                  ,        ,        
                  ,                             (Richard Wagner),            -
                             XX     ;                         „              , 
               ,                ,                     ,           ,            -
                                     ;                                      -
                                                         ,            ,      
        (  .       2006: 97 100).           ,                               
                              XX                                       ,     
                                                                             -
      ,                          .          ,              (Jonathan Cross), 
                                                     ,                       
                     ,                      ,                 (            
        ’              ’                              ,   .     , 2006: 27).
                                                ,           ,      -
                                 (                                            
                ),                                                   ,     
                                                                          -
                    .
                    
                                                      , „...       -
                                                /                      -
     .                                  20.                               
3             ,                                                        ,            
             .
4                      ’      ’   ’         ’        ,      ,               ,                    -
      (Theodor Adorno)                            ( .               ,       : 2014, 71 92). 
         ,                                                                             
                     ,           1924.        ( .          , 2012: 387 389).
       .         
                                                          ,              
                                                            .  ...  ...       -
                      ,                                                 
                                  ,  ...                                    -
                                                                         
                                                                        -
         ,                            (          2012: 744). 
    ,                                      (                    )     -
                ,                               ,        „...            -
       ,                      ,                               ...  (      
2007: 280),                                    ,    , „...                    -
                   ,                    ,                ,             , 
         ,        ,                  ,          !  (    : 281).      ,     -
                                                                       
                                                         ,                
                                           ,                          -
                                                               .
                                                             ,     -
                                                                        (  
      ),                                                              „...  -
                                                               (       , 
   1950.    1980.)  (    : 280).                                              
                                               (                       -
                                                      XX     ),             -
                                                                    
                                 5 (        1945 1950),                      
                                                                         -
    , 1948.        (  .         2013: 11).                                    -
                  ,                                                        
      : „...                                     ,                            -
                                                                            
                                                    ...  (    ).     ,        
                                  (                      ,                  
                                                                         
          ),                                                                 
      ,    1945.        (                                                   -
                                ),                                             -
                ,                 ,                ,                        
                 (             ),                                      ,  , 
               ,                       ,                                      
(    : 23).                                                                 , 
                                                                           
            .                  XX     .                      „...            
                                      .  ...                                     
5                                       ,                                                    
                       ,                                                                  -
                                       „                     ,                              
      ( .       2012: 323 330).
                                                                 
 ...                                               ,                      -
                                                                                
                .                                                            
’        ’                                           ’           ’...  (    : 
11).    ,                                                                
                ,                                                      
        .
                                  (                    )             
                                        ,                  ,              
                                                             (          
            ,                                                  ,        , 
                                        ),                              -
                 ,                         (                             
            .       2009),                           .                  -
        „...                                            20.     ,              -
                       ,                                                    -
                 ,                                                       
                                 (         , 2012: 479).6        ,         
                                                     ,                     -
                              ,                                     ,     
                                                             .              -
                                                   (                     
                                                               ,        -
          ,                  )                   (                        
                                                                      
       ).7                                                        ,         
                                   , „...                                  
                     ’        ’                                              -
                                             ,               ,              
         ,                                          (      2009: 26).      
                                                                           
(                             )           : „...                               
                               ,                                            -
                                                                   ,         
                                                      /         ,           
                                                                            -
           ,                                                              -
    (    : 96).8 
6                      ,          ,                                            XX     .      -
                                                 (                                          
         ),                                                                 .
7                ,                                                                        -
                    ,  ,         , „                                                  ,         
                                  ,     ,        ,                                       .
8             ,                                          (                          , 1891 
1953)                        (                              1906 1975).          , 
         -                                              ,                                 
                                                                                  
                                                    ,          ,                             
        ,                                          ,                                       
       .         
                                                                     -
                                             ,    ,          ,              
                                                                 .9   -
    ,        1952.   1961.       ,                                           -
                      (             )          ,          ,               
                   (  .         2013: 13).                                    
                                                  1920 1940,          1951. 
      ,                                                                    -
            (  .     : 14).                   ,          ,          „...         
                                                                              
                                                          ,               -
            ...                               ,                                 -
                       .                                             ...      -
                                                 (    : 15).10               
                                                              11           
       12.                                                                  
                                               ,                          -
                                            ,                               
       ,                                                                 
            ,      ,                ,                  ,    ,                    
                       (  .     : 17 18).
        
                                                                    , 
                                                                ,         -
                                XX     ,                                  -
                                               -                       -
                               ,                                            
                       .                      ,                   o          
                                                ,                       : 
                                                                ,             -
    ,                 ,                                               ,   -
                                   (      :       2009). 
                                                                 (    -
    ,                                                             ,         , 
                         ,                                                 , 
                                                                        ;    -
                                                        ),                
    -    „                                                                  (     , 2009: 
96 98). 
9                   „...                           (     ,   ,      , 1952;      ,     ,    -
   , 1952;  .  .      , 1953...) .                       1951.                                   -
                 , 1952.                                        (  .         2013: 12).
10                          ,                              ,                                   
                                .
11                                                               -       ,              -
   ,                     .
12                                     ,                   ,             ,                 
     .
                                                                 
                                       ,                                  -
                                                        ,                
                    (                                                  )   
                          (                                          )    
                   ,                                   .
                          (                                      )         
                                                  :                        
                  ,                                                 ’      ’   
’         ’          ,                                  ,                     
(        )                                                              -
            ,          ’                ’           ,                      -
                        ,                                 ,        ,         
                                 ,                                     -
                                                          ,                   
      .
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MODERATED MODERNISM   BETWEEN INTERNATIONAL AND LOCAL 
CONTEXTS
Summary
The term moderated modernism carries in itself a lot of multiplicities, complexities, and even 
contradictions. Having that in mind, the aim of this paper will be to try to surpass the problems concerning 
the use of the term, and to examine the correlations between musical practices in European and local 
       .         
(Serbian/Yugoslav) social contexts to whom the term is applied. In order to do so, the focus will be on the 
most representational practices of music and other arts of the 20th century. Among other questions, the 
question about the relation of modernism (as a generic term) and moderated modernism, or the relation 
between moderated modernism before and after the Second World War will be addressed. The presentation 
of this topic is imagined as a collection of definitions and overviews of artistic practices in order to create an 
image used to construct a time in history: how moderated modernism was used to create tradition, how it 
was used to promote, or be a part of a certain ideology, how it was created within ideologies, etc. and whether 
there are (or there are not) differences among sociological, political, artistic and many other contexts it can 
be found in.
Keywords: Modernism, moderated Modernism, Neoclassicism, Socialist Realism, Europe, Yugoslavia, 
1950s.
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